ambitious musical patronage. 13 By mid-century, the city enjoyed a longstanding reputation as the unrivalled centre for vocal artistry: in 1641, the composer Marco Marazzoli (b. c. 1602-5, d. 1662) claimed that 'all men in this world seek to send pupils to Rome to have them study, because that is where the schooling is', 14 and a few years later the young castrato Atto Melani begged his patron Mattias de' Medici to allow him an extended stay in Rome so that he could learn from the best virtuosi. 15 The repertoire performed by virtuoso singers was as important for the display of princely splendour as the singers' vocal prowess. Although opera has long dominated discussions of seventeenth-century princely image-building through music, scholars have recently argued that chamber music played an equally important role, as that which Claudio Annibaldi has called humanistic patronage intended to display the refined taste and artistic sensibility of the patron. 16 Roger Freitas has suggested that seventeenth-century Roman cantatas were composed for performance in private conversazioni of Italian princes as a form of courtly recreation emphasizing the wit and refined taste of the host and guests. 17 Such humanistic forms of power representation increasingly relied on exclusivity as a safeguard against social imitators, substituting an intimate group of spectatorparticipants for the public audience of Renaissance outdoor spectacles. 18 As Frederick Hammond has shown, the performance of cantatas by composers such as Marazzoli, Luigi Rossi (1597/8-1653) and Giacomo Carissimi (1605-74) at Roman courts took place in exclusive contexts where the presence of a small circle of guests often depended on the personal invitation of the patron, similar to the musica secreta of late sixteenth-century Ferrara. The more intimate the circumstances, the greater honour to the guest. 19 Cardinal Antonio Barberini's employment of the famous castrato Marc' Antonio Pasqualini (1614-91) and the composer Rossi -known for his cantatas -in his private musical establishment suggests that chamber music was as important as operas in the Barberini display of splendour, showing that the courtly ideal of music underpinning humanistic patronage was still prevalent in the midseventeenth century. 20 Jules Mazarin (born Giulio Mazzarini) was a product of the Roman cultural environment. A papal nuncio to France under the patronage of the Barberini, Mazarin was made a cardinal by Louis XIII in 1642. As de facto ruler of France during the minority of Louis XIV, Cardinal Mazarin sought to assert his political authority by means similar to those employed by his old masters: as Madeleine Laurain-Portemer has argued, 'The example of his patrons had forever convinced him that the grandeur of a reign is not measured only by power abroad or peace at home, but that it also requires the influence of culture.' 21 Through his belief in the political importance of artistic patronage and in the superiority of Rome, Mazarin made strenuous efforts to introduce Roman culture in Paris and to educate the young Louis XIV in its art and music. After the accession of Giovanni Battista Pamphili to the papacy in 1644, the Barberini cardinals themselves sought refuge in Paris, for a few years presumably adding their personal influence to Mazarin's conviction. 22 In addition to transforming the Hôtel de Chevry-Tubeuf (known as the Palais Mazarin) into a veritable museum of Roman art and architecture, Mazarin imported opera and chamber music. 23 One of the performers called to Paris was the young Melani, who spent the winter of 1644 and spring of 1645 in the service of Mazarin and the queen mother, Anne of Austria. 24 Anne was not the only queen to enjoy Melani's services at the time. Earlier in 1644, Henrietta Maria, queen of England, had 19 Anthony Newcomb, The Madrigal at Ferrara, 1579-1597 (Princeton, NJ: Princeton University Press, 1980), 4; Hammond, Music and Spectacle, 10, 77. 20 Hammond, Music and Spectacle, 59, 77, 84-5. 21 'L'exemple de ses "padroni" l'a convaincu pour toujours que la grandeur d'un règne ne se mesure pas seulement par la puissance au dehors, la concorde au dedans, mais qu'il faut encore le rayonnement d'une civilisation. ' 24 Freitas, Portrait of a Castrato, 46-9. taken refuge from the English Civil War at the French court. According to Melani, Henrietta Maria enjoyed his singing as much as her sister-in-law did:
Hardly two evenings pass that I do not go to serve Her Majesty, and she does me a thousand honours. Music delights her so much that for four hours one must accept the idea of doing nothing else. [The same is true] for the queen of England, so that when I do not go [to serve] one, I go to the other. 25 The 16-year-old Charles escaped England and joined his mother at Saint-Germain in 1646. 26 For political reasons which suited him and Mazarin equally well, Charles's presence in France was never officially recognized. Nevertheless, Ronald Hutton has shown that he was treated with extraordinary honour by the French royal family. After an 'accidental' meeting was staged between Charles and his French relatives in the forest of Fontainebleau, he was invited to the entertainment at the palace. Charles was allowed to walk with and sit next to Louis, was given a chair of equal size, was allowed to replace his hat in the royal presence, and was admitted to the highly exclusive petit lever as part of the group attending the king as he got dressed. After this occasion, he appeared regularly at the balls, assemblies, hunts and theatrical productions of the French court. 27 Charles arrived in Paris just in time for the première of the extravagant Orfeo by Rossi and the librettist Francesco Buti (1604-82) in March 1647, again featuring the royal favourite, Melani. In a letter to the duke of Modena, the singer Venanzio Leopardi reported that a separate performance was to be put on for Henrietta Maria:
This evening was represented again l'Orfeo at the Royal Palace, in the presence of the queen, the king, the cardinal [Mazarin], Mademoiselle, and all the princesses, managed as usual without failure, and his Majesty wished that it should be performed two more times for the Queen of England, and for the numerous nobility in Paris, who are devoted to the court and family. 28 Plenty of chamber music was performed between the operas; indeed, Alessio Ruffatti has shown that a large number of Rossi's cantatas were performed at the French court by Italian and French musicians. 29 Both John Rosselli and Paola Besutti have interpreted Gascoigne's letter as suggesting that Costa was Charles's mistress. 33 Between managing the remains of the English fleet in Holland, Charles was in Paris for parts of Rossi's second visit in 1648-9, before the civil disturbances known as the Fronde (1648-53) put a stop to the Parisian lives of both king and composer. 34 After his famous escape from Worcester in 1651, Charles again settled with his mother in the French capital, then still racked by civil war. He was reunited with the French royal family after his attempts to negotiate with the frondeurs on their behalf in 1653 and his subsequent escape from the Louvre to Saint-Germain, where the king, queen mother and Mazarin had taken refuge from the violence in Paris. Charles rode with the royal party as they re-entered Paris in October the same year, and was once again treated to Mazarin's exceptional entertainments. 35 production of his opera, Caproli was appointed maître de la musique du cabinet du roi to Louis XIV; although Caproli returned to Rome the following year, his title suggests something about the esteem for Roman music at the mid-seventeenth-century French court. 37 As Henry Prunières pointed out, the fact the Roman librettist and recruiter of Louis's Italian troupe, Buti, was rewarded with naturalization and a pension of 2,000 livres -and in effect became a minister for the arts -indicates the value that Mazarin placed on his services. 38 Charles thus spent much of his unstable and impoverished youth at a court where Mazarin's promotion of exclusive chamber performances by Roman-trained castrati and lavish opera productions played as important cultural and political roles as the Vingt-quatre Violons and later Lully's ballets de cour. Arguably, his early Romano-French education in humanistic patronage governed some of Charles's choices upon his belated accession to the English throne.
Bennet, Gascoigne and the recruitment of the Italian ensemble When Charles II returned to the English throne in the 1660s, his chief challenge was perhaps not to assert his authority over his subjects, but to re-establish the aura of the Stuart monarchy in the eyes of fellow European rulers. The indignities of revolution and exile had deprived the young king of the cultural items and practices underpinning representational Baroque kingship, well known to him both through his upbringing at the cosmopolitan and artistically refined court of Charles I and through his youth spent in Paris. 39 Even in Commonwealth England, the conceptual link between kingship and artistic patronage was strong enough for parliamentarians organizing the return of the king to buy back as much of Charles I's scattered picture collection as possible before Charles II arrived at Whitehall, and for Charles himself to spend over £2,000 on paintings to accentuate his kingship the day before the Declaration of Breda. 40 As Jerry Brotton has observed: 'Political restoration was meaningless without the material restitution of the trappings of royal power.' 41 Charles's attempt to provide patronage of exclusive Italian chamber music in imitation of his cousin Louis and Mazarin was probably part of this process. The leader 37 It is a well-established fact that Albrici eventually became the leader of Charles II's Italian ensemble, 44 but it has hitherto not been known who recruited him or the other musicians in the group. The closest lead has been the ex-ambassador, courtier and theatre manager Thomas Killigrew, who in February 1667 told Samuel Pepys 'that he hath gathered nine Italians from several courts in Christendome to come to make a consort for the King, which he doth give 200 l a year apiece to'. 45 When Pepys heard a performance by the ensemble a week later they were escorted by Killigrew (see below, p. 354). Apart from Pepys, no evidence to corroborate Killigrew's involvement in their activities has yet surfaced.
Instead, references in a series of letters so far unremarked by musicologists show that the driving force behind the recruitment of the Italian ensemble was Sir Henry Bennet (Lord Arlington from 1665), secretary of state for the southern department and an old friend and agent of Charles's. Bennet was helped by his friend and diplomatic contact in Florence, Gascoigne. Once the Albricis arrived, they themselves initiated the recruitment of new musicians. Helen Jacobsen has shown that Bennet was a highly influential artistic patron who engineered much of Charles II's cultural patronage by procuring exclusive goods (ranging from food and wine to marble chimney pieces and works of art) to match the lifestyles of Continental princes. Bennet operated through close-knit diplomatic networks built up through extensive travel in Italy, France and Spain during the civil war and interregnum, which benefited himself as much as they 42 47 Gascoigne would have been the ideal agent for recruiting Italian singers: he was a native Italian with close links to the Medici, all of whom were famous for their patronage of star singers. Indeed, as Prunières pointed out, although Rome was the focus of contemporary musical development, many of the famous singers of the mid-seventeenth century hailed from Florence, where the Medici funded the training of promising boys and girls, many of whom were sent to train in Rome or to work with Roman composers. 48 Frequently lent to foreign courts, the Medici singers played an important role in the dissemination of Roman vocal music to France and northern Europe.
The story of Albrici's recruitment begins, somewhat obliquely, with the outbreak of war between England and Holland in 1664. Gascoigne's simultaneous close links with the Stuart and Medici courts forced him to return to Florence in order not to compromise the Tuscan trading interests in the Dutch Republic. 49 His return journey is the context for the series of letters discussing the recruitment of Charles II's Italian musicians. Gascoigne was granted a travel pass for Tuscany on 4 January 1664, and probably reached Florence in May. 50 On 15 March he was in Paris, treating Bennet to a letter filled with French court gossip. This letter was probably sent towards the end of his stay, because only ten days later -on 25 March -Gascoigne wrote to Bennet and Joseph Williamson from Turin. 51 Shortly after, in April 1664, an undated letter from Gascoigne to Bennet was registered in the English state paper annals as having been received. The letter itself is undated, but was probably sent in late March or early April. The first paragraph of the letter was written in Italian (probably as a compliment to Bennet, who was proficient in several languages), and introduces Albrici:
46 Jacobsen, 'Luxury Consumption', 301. 47 Ibid. 302-6. 48 Curious to see England, Sig. re Vincenzo Albrizzi comes here, who has been head of music to the duke of Saxony, and is an excellent composer and musician. He has asked me to present him to Your Illustrious Eminence as I do thus to favour him of your Protection. 52 Gascoigne then continued in his heavily Italian-inflected English:
I have hard, from the virginalls maker, that you was willing, to have in your hause, a virtuoso; to divert you, att naight, wen you come att home, weri of bisnisse [.] This man, to be ounder your protection was were willing, to be att your hause, att your officers table; with out any other auantage, bott to serve you; and ist the best master for teycing and composingh of our age; and he can learne, to your yung ladyes and will be all his pretention, to live in your hause, as your domestic servant, with out any stipendy or interesse.
And if the king will give to him some boyes, and gerles, to learne, ist vere confident in little tyme, to make them, att his Mag: ty satisfaction[.] and besayde, he can compose, in Englice; and in all languages; to have the king Englice musicien of the Ciappel; sing his composition as well for the cerch, as for the ciamber; att the Italian way. 53 I belive will be a man of your satisfaction; and have no other interesse with you, bott the scieltre of your hause and your protection.
I have send him in England, being a man that have no equall in composing and vere civill [.] 54 The reception date of the letter, coupled with Gascoigne's presence south of the Alps in late March 1664, suggests that Albrici, too, may have been in northern Italy in the spring of 1664, perhaps visiting relatives in Senigallia. 55 The letter itself implies that Gascoigne and Bennet were the driving forces behind the recruitment of Albrici, originally envisaging him as Bennet's household musician but also clearly hoping to introduce him at court.
Gascoigne's letter also provides the key to who put Albrici (who had left Dresden in August 1663) in touch with Gascoigne and the English court. The 'virginalls maker' who told Gascoigne that Bennet was looking for a 'virtuoso' was probably the famous 52 56 Zenti thus left England only a few weeks after Gascoigne, whom he must have known at court, and with whom he may perhaps have caught up in Paris. One might even speculate that they travelled together towards Italy, and met Albrici somewhere along the way. Albrici probably arrived in England in spring 1664: the letter introducing him was received in England in April 1664, and a hitherto unknown copy of his undated Saxon travel pass is preserved between documents dated June and October 1664 in a volume of German state papers. 57 On 7 June 1664, Gascoigne again wrote to Bennet, and in an oft-cited passage declared: 'I am vere Glad that the Musicien I sendit to you provs learned and Civill; Civility being no ordinarye quality of a Musicien, bot Preyde.' 58 Peter Holman has suggested that Gascoigne's letter may refer to Giovanni Battista Draghi (c.1640-1708), 59 but in the light of Gascoigne's previous letter promising that Albrici was 'vere civill', it is clear that the musician was Albrici. After he arrived in England, Albrici was presumably introduced at court by Bennet, since on 9 December Gascoigne was 'vere glad, that Sig: re Vincentio, give good satisfaction to the King'. 60 A note of the salaries due to Vincenzo and Bartolomeo Albrici from June 1666 gives their starting date as 1 October 1665, suggesting that Albrici may not have been formally hired by the court until over a year after his arrival in England. 61 The interim period may have been spent recruiting a full ensemble for the king. Charles's state papers preserve an undated proposal, written in Italian, outlining the possible cost and composition of an ensemble:
The way used in all courts is to give them, normally fifty pieces [of gold] each for the journey.
The woman will cost more if she is to have the comforts she requires. For salary they will not want less than in Germany which is 200 pieces each per annum. The woman will want three hundred pieces_____300 The castrato two hundred pieces______________200 And if his Majesty wanted these also so that the concert was complete and could serve both in the chamber and in the theatre one would need [:] [A] Contralto_____200
The poet who is the principal_____200 Thus for these six people one thousand three hundred pieces per annum would be required. Regarding us, his Majesty can do as he pleases. 62 Mabbett tentatively dates the proposal to 1663, and plausibly argues that it was submitted by Vincenzo and Bartolomeo Albrici, since the following page in the state paper volume preserving the document contains an English translation of the outline which specifies their names as additional members of the ensemble: 65 and the Bolognese Battaglia, who may have been a pupil of Maurizio Cazzati, and whom the Albrici brothers probably recruited during a stay at the Neuburg court in 1665 (the brothers were given travel passes on 25 March). 66 The newcomers entered the king's service on 1 April 1666, after Bartolomeo was issued with a travel pass to fetch them from the Continent. 67 The name of the castrato in the ensemble remains, however, unknown. Mabbett speculates that he was Hilario Suarez, who had performed with the Albricis in Sweden. The only known record of Suarez in England is dated 18 November 1679, when he, together with Draghi, Bartolomeo Albrici and Francisco Galli, petitioned the king for payment of wages four years in arrears. Suarez thus cannot be proved to have been in England before 1675 -two years after the Italian ensemble was disbanded.
Again, Gascoigne's letters to Bennet shed light on the issue, showing that Gascoigne was tasked with finding a castrato shortly after sending Albrici to England, but that it took at least until February 1665 before he found a potentially suitable candidate. Gascoigne began the hunt on reaching Tuscany in June 1664, writing to Bennet in the letter of 7 June: I finden in Florence, one Eunuche of 16 yeare of Age; that ist vere exellent voice, bott have nott itt such Perfection as Antonio had that was in England. And I belive I could prevaile with his father, to give him to me, to send him in England; ist vere Civill boy and sing extremely well and ist learned; and for his entertenement, I sciuold rewite him to your Pleasire, after ist com in England, as you sciould tinch that he deserve, after the King and you had heard him. Besayde, hiere is a Girle of 16 yeare, that the last Cardinall John Carlo, kepet in his one house under a Severe discipline of Musica, e, I could to, prevayle with her mother to bring her in England att this present, ist in a reasonble Perfection, and ist Excellent voice: that I believ and, with the licence for both the Great duke, and I belive that a moderate Pension, could Satisfeye this Gerle too; if his Mag: ty was willing to have this boy and Gerle, and send a way thos Frenchmen 68 that nott worth a fidelstich, I will serve him, and he sciall spend not vere much […] For bringhinh, the Gerle, and the Boy in England and give some money tho the boy father, make Close [clothes], for the gerle for the mother, and for the boy, and to send them Honorably in England, I belive 400 pound could serve, or ther abouths; if his Mag: ty Encline to itt write me, and I sciall Serve him. 69 There is no evidence that either of the young singers ever came to England, and Gascoigne's subsequent letter suggests that he was still looking. Back in Florence from a brief sojourn in the Tuscan countryside a fortnight later, he wrote: 'Hier I sciall finde, one excellent Eunuche, fitt, for his Mag: tys service; I will doo my endeaver, to send him over.' 70 In addition to elucidating Bennet's, and by extension Charles's, recruitment strategies, Gascoigne's letters show the king's interest in the patronage of Italian singers. Charles's involvement with Costa was discussed above, and Gascoigne's letter of 7 June mentioned a castrato called Antonio 'that was in England'. A hitherto uncited letter from Gascoigne to Bennet reveals him to be the famous Antonio Rivani (1629-86), also known as Ciecolino: appear to have travelled between the courts to some extent. 73 The lending of gifted musicians between courts was a common form of giving diplomatic favours -Zenti was indeed at the French court on loan from Camilio Pamphili -and there is no reason to suppose that this practice did not extend to Anglo-French diplomatic relationships.
Rivani did not visit a second time; on 9 December 1664, Gascoigne was considering other options:
About Ciecolino, I hieare his Mag: tys pleasire; and he ist al ready in the service of the quin of Sweden att Rome; I am vere glad, that Sig: re Vincentio, give good satisfaction to the King; and I will too the best, to get a young castrato, to send to you. S: r I have one that att this present ist att Rome, under the discipline, of one Sig: re Abbatini, mester of capelle, to San Luigi de Francesi; that ist 16 yeares old; and ist vere good musicien as the tell me; ist a Florentine born; and his father have bin with me; and I believe, if I like him, he will be content he sciould come; bott I must give to his father 200 corones, some thingh to him selfe and to his master, close for him selfe, and his voyage, that I feare will coste, before he ist in England 150 pound sterling or ther abouts [.] Ther ist now, a nother young boy of 11 yeares of age, that ist nott itt gelde; and ist willing to be; ist of a vere good kepe, and sing prittly well for his age; if you order me, I will treate with his father, and master, and tray if I can aggriue with him, and have the boy geld; and after send the same in England; bott this I belive will cost as much, or a little lesse. I sciall espect your forther order, and in the same tyme, will loke about if can finden any better; and ist enough you order me wath I sciall doo; bott send no mony, because, you sciall reemborse me after, of wath I sciall spend in itt. 74 With Rivani out of reach, the choice was between a 16-year-old student of Antonio Maria Abbatini (1595-1679), maestro di cappella of San Luigi dei Francesi in Rome, and a younger boy who had not yet been castrated. In seventeenthcentury Italy it was common practice for promising boys to enter contracts with teachers or patrons who paid for the operation. Although Gascoigne was evidently familiar and comfortable with such procedures, English attitudes towards castrati were ambivalent; their voices were increasingly admired, but their physical status regarded with suspicion and contempt. 75 Since the damage of castration was already done (and on somebody else's conscience), Bennet might as well take advantage of the boy's lovely voice; he wanted the product, but preferred to forget how it had been made. This correspondence suggests that Gascoigne and Bennet's strategy for engaging a castrato was, unless they could persuade a star like Rivani, to find a young singer who could be further trained under their patronage. A similar strategy was employed by the Medici, who frequently took on promising singers and subsequently saw their fame soar all over Europe. 77 The name and arrival date of the castrato sent to England remains shrouded in mystery. That one eventually arrived is clear from the diaries of Pepys and of John Evelyn in the first months of 1667: Evelyn heard 'Rare Italian Voices, 2 Eunuchs & one Woman' at court in January; and in February, Pepys also heard two castrati perform with the ensemble. 78 The other castrato was probably Cefalo, hired in 1666. Thus, over several years in the mid-1660s, Bennet, Charles and Albrici built up an ensemble that vaguely resembled the 1664 outline: by January 1667, it consisted of the three Albrici siblings, Cefalo, Sebenico, Battaglia and an unidentified castrato. This group resembles the small core ensemble that accompanied Johann Georg II of Saxony to the spa town of Hirschberg in July 1661. In addition to a number of German instrumentalists and his two kapellmeisters, Vincenzo Albrici and Giuseppe Peranda, Johann Georg took two sopranos, an alto, a tenor, a bass and Bartolomeo Albrici to play the organ. 79 These forces would have permitted the performance of the ensemble motets and cantatas in vogue, which were frequently written for two sopranos, two sopranos and bass, or alto, tenor and bass, with figured bass accompaniment.
Charles and Bennet's strategy of letting esteemed musicians and diplomatic contacts handle the recruitment of musicians corresponds to the practices of other Continental rulers: the negotiations leading to the recruitment of Queen Christina's Italian ensemble, for example, were led by her singer and valet de chambre Alessandro Cecconi; the French ambassador to Rome vetted singers for Mazarin; and in January 1650, when Henrich Schütz found a candidate in Danzig for the long-vacant post of vice-kapellmeister at the electoral court in Dresden, Johann Georg II conducted negotiations via the military officer on site. 80 Like Louis and Johann Georg, Charles utilized the networks of musicians already in his employ, and the geographical location and political connections of diplomats, ambassadors and acquaintances abroad. This shows that, far from being peripheral and insignificant, Charles II's court participated in the international competition for -and diplomatic lending of -star musicians on a comparable level to other European rulers' courts.
Thus, through the efforts of several of his courtiers, the king of England could finally boast an Italian ensemble matching those that his Continental rivals had nurtured since the 1650s. Charles II's court managed to attract some of Europe's most esteemed musicians, such as Rivani, Zenti and Vincenzo Albrici, competing for their services with heavyweight cultural patrons like Christina of Sweden, Louis XIV, Johann Georg II of Saxony, and even to some extent the Medici. Charles's information regarding singers' abilities and recent musical trends came straight from the heart of France's and Italy's elite musical environments, with Gascoigne doubtless taking advantage of his links with the musically influential Medici clan to secure singers suitable for the king's and Bennet's needs. The musicians who arrived in England had to a large extent been hand-picked by Gascoigne or Albrici for their musical abilities; the following section discusses what was expected of them at the English court.
The function of the Italian ensemble at the English court
When Bennet arranged for the arrival of the Italian ensemble, Charles II was not simply importing musicians and repertoire. He appropriated a concept, of the prestige of which he had become aware during his youth on the Continent. This section reviews the surviving evidence (state paper entries, eyewitness accounts by Pepys and Evelyn, more Bennet-Gascoigne correspondence, and related musical repertoire) of the Italian ensemble's activities at the English court. I will argue that the Italian ensemble was kept structurally and musically apart from the court's regular musical establishments, and that the Italian musicians performed sacred and secular chamber music in private spaces at the court and, from 1666, in the queen's Catholic chapel.
The clearest indication of the duties of the Italian ensemble by the late 1660s is a 1668 petition in which Sebenico requested to replace Albrici in all his posts when the latter had departed: Most humbly beggs your Majestys gracious favour to be pleased to confer upon me the sayd place and I shall be ever ready with my fellow Musicians to serve your Majesty and every festival day her Majesty in her Chappell as wee shall be ordred. 81 Sebenico was appointed on the same day, 29 April 1668. 82 His petition shows that by 1668 the Italian ensemble performed in the king and queen's private apartments and occasionally in the queen's Catholic chapel. 83 In a manner similar to that of other European courts, Whitehall was constructed to allow different levels of access to the monarch. Although Charles II's court was more open than those of his predecessors, access to the Privy Chamber, the Privy Gallery and the king's private apartments was still restricted; physical proximity to the king was a sign of power. 84 The location of a performance thus offers some indication of its audience.
The notion that the Italian ensemble played in private settings is further supported by eyewitness accounts of their performances. In January 1667, Evelyn heard the ensemble 'in his Majesties greene Chamber next to his Cabinet'. 85 The green chamber was a conference room where Pepys attended meetings with the king and members of his cabinet. 86 The 'Cabinet' was probably the room -sometimes called the closetwhere the king kept his paintings and curiosities, which Evelyn visited in November 1660 and Pepys in June 1664. 87 Both rooms were located on the Privy Gallery and accessible only to those privileged with access to the Privy Chamber. Similarly, Pepys 81 SP 29/239, fol. 45. 82 Ibid., fol. 46, and SP 44/30, p. 28. 83 That the ensemble performed in private is indicated by the words 'Chamber or Cabinett' in the petition: the Oxford English Dictionary gives three possible definitions of 'cabinet' in the seventeenth century: '(1) a private room or small apartment, a boudoir; (2) a room for displaying pictures and curiosities; (3) a private/intimate political council chamber, also as a name for the body of people involved in that council'; and describes the Chamber as a 'section of the Royal household concerned with their master's private quarters and affairs'. All of these would imply private, restricted space. See 'cabinet, n.' and 'chamber, n.', OED Online, <http://www.oed.com> (both accessed 27 June 2018 witnessed a performance intended for the queen and her ladies-in-waiting when visiting Whitehall in September 1668:
So I to White-hall, and there all evening on the Queen's side; and it being a most summerlike day and a fine warm evening, the Italians came in a barge under the leads before the Queen's drawing-room, and so the queen and the ladies went out and heard it for almost an hour; and it was endeed very good together but yet there was but one voice that alone did appear considerable, and that was Seignor Joanni. 88 Whitehall palace was situated on the bank of the Thames, with the queen's apartments facing the river. The barge with the musicians appeared on the river beneath the leads outside the queen's drawing room. The 'leads' refers to the flat, leaded rooftop of the low buildings by the water next to the Privy Stairs (see Figure 1) . The leads formed a terrace, where the queen had a little garden and whence the royals watched processions and fireworks on the river. 89 Although outdoors and possibly overheard by people in boats on the crowded river, the performance was aimed at listeners placed in the queen's private lodgings, and hence deep in restricted court territory. Sebenico's 1668 petition also sheds light on the Italian ensemble's performances in the queen's Catholic chapel. Importantly, the document shows that the Italian ensemble appeared there only on feast days and was not incorporated in the chapel's day-to-day musical establishment. 90 The constant observer Pepys records hearing the Italian ensemble in the queen's Catholic chapel only on Easter Day 1667 and 1668. 91 in the Catholic chapel at Easter 1667, but had not mentioned either after his visit in 1666. 92 In 1666, Easter Day fell on 15 April; only two weeks earlier, Bartolomeo Albrici had received a travel pass to fetch Cefalo, Sebenico and Battaglia from abroad. They would hardly have made it back in time for the Easter service. The year before, in 1665, both Albrici brothers were granted passes to go abroad the day before Easter, which fell on 26 March. 93 Since Leonora Albrici would not have been allowed to sing in the Catholic chapel, the arrival of the new singers was necessary for the ensemble to perform in the religious setting. The only performance at which the Italian ensemble's repertoire can be determined is at a court masque in 1671. This is also the largest-scale occasion at which the Italian musicians are known to have appeared. Nearly 50 years after the event, North wrote about it as a singing competition between different nations, naming the pieces performed by some contestants:
Once the King had a fancy for a comparison to hear the singers of the severall nations, Germans, Spanish, Italian, French, and English, performe upon the stage in Whitehall. The Italians had that mentioned elsewhere -Che dite che fatte, &c. The English brought up the arrere under great disadvantage, with -I pass all my hour in a shady old grove, &c; for tho' the King chose that song as the best, others were not of his opinion. 95 The Italian contribution was the final trio, 'Amante che dite', from Carissimi's cantata Sciolto havean dall' alte sponde (also known as I naviganti), which was to become the most widely disseminated secular piece by Carissimi in seventeenth-century England. 96 This is the only piece the ensemble can be proved to have performed in England -no repertoire from the ensemble's employment at the English court survives. Although the issue needs further investigation, Peter Wollny has suggested that kapellmeisters sometimes owned their own music libraries, unlike court composers in the employ of Roman princes, whose works remained the property of their patrons. 97 If any of the Albricis' repertoire was ever kept at the English court, it most likely perished in the Whitehall fire of 1698. However, Sciolto havean dall' alte sponde and its final trio was also probably part of the ensemble's repertoire of Roman motets and cantatas in Sweden. Sciolto havean is included in two manuscript volumes, now in Christ Church Library, Oxford, preserving some of the ensemble's secular repertoire from their Swedish employment: Mus. 377 and 996 contain secular cantatas predominantly by Carissimi and Rossi, and also by Marazzoli and Antonio Cesti (1623-69). Both were copied by Angelo Bartolotti during the ensemble's sojourn in Uppsala, where the Swedish court was located during the final months of Christina's reign. Mus. 377 was presented to Oliver Cromwell's ambassador to Sweden, Bulstrode Whitelocke, after a concert in 1653; Mus. 996 probably reached England in a similar way. 98 In addition, John Blow's scorebook, Christ Church Mus. 14, contains two secular cantatas by Carissimi; unlike other English copies of Carissimi cantatas, these do not have concordances extant in Britain that could have served as copy texts. 99 Blow was active at the English court in the early 1670s, and could have copied the cantatas from material belonging to the Italian ensemble.
Secular Italian cantatas by Albrici himself survive in London, British Library, Harley MSS 1501 and 1273, and in Christ Church, Mus. 17 and 350. 100 While none of these sources has any proved connection with the court of Charles II, the majority date from the second half of the seventeenth century and the music could plausibly have been performed at court. Like Blow, the scribes of these sources -Pietro Reggio (1632-85), Richard Goodson, Sr (1655-1718), Henry Aldrich (1648-1710) and Humphrey Wanley (1672-1726) -all had excellent musical contacts who could have provided them with accurate copy texts.
A complete copy of Albrici's cantata Vo cercando la speranza survives together with the aria 'Manda i nobili allori' in London, British Library, Harley MS 1501, copied by Reggio in the mid-1680s; Oxford, Christ Church, Mus. 350 contains 'Voglio amarvi luci' in the hand of Goodson, and British Library, Harley MS 1273 holds 'Non sò se l'ho da dire' copied by Wanley in the early eighteenth century. 101 The largest number of Albrici cantatas are preserved in Christ Church, Mus. 17, copied by Aldrich at Christ Church in the late seventeenth century. The manuscript contains complete copies of the cantatas Luci belle, sete stelle and Viva, viva la fortuna, and incomplete copies of Perchè piangete amanti and Vo cercando la speranza, all of which have complete concordances in Dresden, Sächsische Landesbibliothek, Staats-und Universitätsbibliothek, Mus. K-1-52. 102 This suggests some overlap of repertoire between the Saxon and the English courts, as well as between the English and Swedish. In addition to the secular Italian cantatas, it seems safe to assume that Latin sacred music by Albrici was performed in the queen's Catholic chapel, and probably also at mealtimes and in private settings. 103 A German copy of Albrici's Laudate pueri in Christ Church, Mus. 1034B is the only sacred work by Albrici to survive in England. 104 The repertoire preserved in the manuscript sources of Albrici's, Carissimi's and Rossi's music differs greatly from the north Italian repertoire common in England during the first half of the seventeenth century. Instead of the largely declamatory style of the stile nuovo composers such as Alessandro Grandi (1586-1630), Giovanni Rovetta (b. 1595-7, d. 1668) and Giovanni Felice Sances (c.1600-1679), the cantatas of Rossi and Carissimi are multi-sectional works mixing stile recitativo with lyrical arias, dialogues or trios, featuring long expressive melismas and bold dissonances. In Sciolto havean dall' alte sponde, two trios of imitative counterpoint in C minor frame an allegory of two lovers on a tempestuous sea told in passionate recitatives and duets by two sopranos, and intermittently commented on in recitative by the bass (see Example 1). Similarly, nearly all the secular Italian works by Albrici preserved in English sources are multisectional cantatas, featuring sections in stile recitativo, melismatic arias with frequent leaps, high tessitura and varied rhythms paired with lively and more heavily figured bass lines than would have been common in 1660s England (see Examples 2-3). 105 This Roman-style repertoire would have been highly exclusive in England in 1664: I have argued elsewhere that the earliest English sources of Roman vocal music date from the late 1670s, and that the repertoire was not systematically copied in England before the 1680s. 106 Apart from a short visit by Rivani to the English court in the very early 1660s (see above, p. 339), no musicians familiar with the Roman repertoire are known to have visited England before Albrici. 107 Consequently, few English music- lovers who had not encountered Roman-style music abroad would have been familiar with Roman-style music before Albrici's arrival. This suggests that it was not only the performances of the Italian ensemble that were out of reach for ordinary Englishmen and women, but their repertoire as well.
The Italian ensemble thus appears to have been musically separate from the regular music establishments at court, performing different repertoire and sometimes on separate occasions. Material in the state papers of Charles II indicates that the ensemble was also kept structurally separate from the majority of court musicians. Bennet was the Italian musicians' chief patron, and once they were established at court it was to Bennet that the ensemble directed most of their questions and concerns. When, in 1666, the Italian musicians petitioned the king to order a London banker to pay their wages quarterly on his behalf, they had already pleaded with Bennet (now Lord Arlington):
Wherefore, since my Lord Arlington has promised us that he will beg Your Majesty on our behalf in this matter, and make a London banker called [blank] give us satisfaction, we make this most humble request, so that Your Majesty may deign, with your innate clemency, to do us this favour. 108 Some years later, a letter signed by Leonora Albrici (who still did not speak English) again pleaded with Bennet to ensure the payment of her and Bartolomeo's wages:
My ignorance in the English tongue forceth me to relate in this paper unto your Lo: p the necessityes of my brother, & my owne; which is that after that, by your Lo: ps grace, we were againe received in the service of His Ma: tie we have allwayes been in our pay a quarter of a year behind the other Italian Musitians; although His Ma: ties Royall Bounty had severall times given order to the Privy Purse, that we should be paid as the others, and kept no more backward than the others: for all this we are allwayes a quarter behind the others, and we cannot receive it although many Persons of Honour of the Court has intreated for us at severall times with the said Privy Purse. 109 In addition to illustrating Bennet's patronage of the Italian musicians at court, Leonora's petition suggests that the Italian ensemble was paid from the king's private accounts, instead of the usual Treasury of the Chamber or the Exchequer of the Receipt. This suggests that the Italian ensemble unusually was under the jurisdiction of the secretary of state (at this time, Bennet) instead of the Lord Chamberlain (Edward Montagu, earl of Manchester). 110 Gascoigne left to Bennet and the king to decide the salary of a young castrato in June 1664, 'as you sciould tinch that he deserve, after the King and you had heard him'; 111 this again suggests that Bennet was responsible for the Italian musicians once they arrived at the English court.
This structural separation from the regular court-music establishment probably served the ends of both Charles II and his Italian musicians: exclusive performances served the patron through enhancing his status and eliminating the risk of social imitators, while equally benefiting the social status of successful performers (especially singers). Gifted singers often enjoyed close access to their patron, and those with social ambitions frequently sought to establish themselves as courtiers rather than servants; they performed at the request of their patron or his closest representatives, but were cautious about accepting offers from others. 112 For instance, in 1687, Evelyn observed that Pepys's private concert with the famous Siface (Giovanni Francesco Grossi, 1653-97) was 'obtained by peculiar favour & much difficulty of the Singer, who much disdained to shew his talent to any but Princes'. 113 By the 1680s, Pepys had gained significant influence in London society, but Siface was apparently reluctant to risk his reputation by performing in a less prestigious context than the court.
The relatively advantageous social position of hand-picked Italian musicians is again elucidated in Gascoigne's letters to Bennet. Planning to bring Rivani to England in September 1664, Gascoigne wrote:
For his pencion I tinch the Kingh can give to him, no lesse then 300 pound [per] annum; and make him serve as Page of the Bacch Steres, as the Emperor, and all other Princes have done, when he have bin att ther Court, and so the Cardinall Gian Carlo his old master, and that ist for havingh him ready, att any tyme, att their pleasure, and to satisfye this boyes ambition. 114 The letter shows that giving minor court positions to singers was a widespread practice, and that singers expected the same in England as elsewhere. In the early 1660s, the guitarist Corbetta had already been named Groom of the Privy Chamber to the queen and Page of the Back Stairs to the king. 115 Albrici had no reason to expect lesser treatment: in Dresden in 1662, the Elector Johann Georg II became the godfather of Albrici's infant son, indicating that the Albrici family, too, rubbed shoulders with the great and powerful. 116 When Gascoigne sought Bennet's protection on behalf of Albrici, he made it clear that Albrici expected to be placed at 'your officers table' and thus would not be treated like a servant. 117 Indeed, the respectful treatment of Leonora Albrici at a 1667 Royal Society concertdescribed by Pepys -further indicates the social status of the Albricis and the protection they enjoyed. 118 On recording the event, Pepys included a seemingly unusual request from Killigrew that the fellows refrain from kissing Leonora:
Seignor Vincentio, who is the maister Composer, and six more where of two Eunuches (so tall, that Sir T. Harvy said well that he believes they did grow large by being gelt, as our Oxen do) and one woman, very well dressed and handsome enough but would not be kissed, as Mr. Killigrew, who brought the company in, did acquaint us. 119 That Killigrew needed, and took the trouble, to tell the company to leave Leonora alone implies how performing women -a novelty in England since the Restorationwere otherwise treated. 120 Similarly, the fact that Pepys recorded Killigrew's warning implies that he thought it unusual. Leonora's position at court was apparently strong enough for her employers to ensure that she was treated with respect. Only appearing in private performances of chamber music, under the protection of the king and the secretary of state, probably helped protect Leonora's social status.
The Albricis and Italian opera in England?
Here we met Tom Killigrew, Sir Rob Murray, and the Italian Seignor Baptista -who hath composed a play in Italian for the Opera which T. Killigrew doth intend to have up; and here did sing one of the acts. Himself is the poet as well as the Musician, which is very much[.] 121 Pepys's statement that Draghi had written both the music and the libretto of the opera led Mabbett to suggest that Draghi was 'the poet' (taken to mean librettist) of the Albricis' proposal (above, p. 337), and that the Italian ensemble was an opera troupe brought in to fulfil Charles II's wish for an Italian opera house in England. 122 This assumption was later built on by Holman and Leech. 123 There is no evidence that Draghi was part of the king's Italian ensemble. The first known record of Draghi in England is Pepys's diary entry of 12 February 1667, by which time the ensemble had been active at court for nearly a year (see above, p. 338). In this entry, Pepys explicitly separates Draghi from the Italian ensemble; at the end of the passage describing his encounter with Draghi at Brouncker's, he wrote:
By hearing this man [Draghi] tonight, and I think Captain Cooke tomorrow and the Quire of Italians on Saturday, I shall be truly able to distinguish which of them pleases me truly best, which I do much desire to know and have good reason and fresh occasion of judging. 124 When attempting to decide which of the Italian or Italianate performers he preferred, Pepys pitted Draghi and the Italian ensemble against each other, suggesting that he did not perceive Draghi as a member of the group. Pepys also refers to Albrici as 'Vincentio, who is one of the Italians the King hath here, and the chief composer of them', but does not include Draghi among the king's Italians. Over a century later, John Hawkins included a lengthy entry on Draghi in his A General History of the Science and Practice of Music (1776), but omitted both Albrici and Sebenico. 125 This suggests both that Draghi and the Italian ensemble operated in largely different contexts and that evidence of the ensemble's activities was scarce even in the 1760s and 1770s, probably owing to the private nature of their performances.
The Italian ensemble at court was seemingly built up between summer 1664 and spring 1666, without court records mentioning Draghi. The first record of Draghi at court is as organist in the queen's Catholic chapel in 1677, although North claimed that Draghi replaced Sebenico as organist as early as 1673, when the Italian ensemble was disbanded. 126 In 1702, Draghi petitioned Queen Anne for the continuation of a pension granted him by William III as a reward for nearly 30 years' service in the royal family. A Treasury minute book from 1702 summarizes the content of the petition:
That about 3 years since in consideracion of near 30 years service in the Royall Family, & of his being -Incapacitated by the Gout to provide for himself in the way of his Profession His late Ma ty was pleased to allow him 100 l. a year, of which he has yet not received but 100 l for one year thereof [.] Prays the Continuation the said Pencion for his support. 127 The queen was unimpressed, and it was simply noted that she had 'always given him 50 l per annum'; but the minute suggests that Draghi was not appointed earlier than 1668. Since his employment by the royal family had been only for 'near 30 years', he may have been hired later. Thus, if a poet was ever engaged for the Italian ensemble, he is not likely to have been Draghi.
An opera troupe in residence would have been an unlikely thing in 1660, and one led by Albrici even less likely. With the exception of the north Italian itinerant Febiarmonici, fixed opera ensembles did not exist. Groups of musicians were hired for specific performances, as when Mazarin commissioned singers for his opera productions, but most singers soon moved on to other engagements. In Rosselli's words, 'opera singer' was not a profession in the mid-seventeenth century, because 'operas were too few and far between to occupy most of anyone's time'. 128 The reputation of Albrici was built on sacred and chamber music; if Charles's intention was indeed to introduce Italian opera, why recruit a musician with no known experience of the genre? A large number of German-speaking courts had already employed talented Italian opera composers. 129 Gascoigne was ideally based in northern Italy, and his vast networks could easily have produced equally competent musicians. Yet opera is never mentioned in the Bennet-Gascoigne correspondence.
That the Italian ensemble was not an opera troupe does not mean that there was no interest in opera in Restoration England. Charles did give his father's art agent Giulio Gentileschi a patent to start an Italian opera in London in 1660, but the scheme came to nothing. 130 Charles enjoyed French opera, as is indicated by the performances of Robert Cambert's Ariadne (1674) and French-inspired court entertainments such as Calisto (1675). In addition to Killigrew's attempts, Nicholas Staggins and Blow petitioned the king for permission to create 'an academy or opera of musick', 131 and in February 1674, Evelyn reported having heard 'an Italian Opera in musique, the first that had been in England of this kind'. 132 Nothing is known about this alleged opera, which perhaps was a one-off event staged by court musicians, but it does show that there was an awareness of opera in Restoration England. Travelled aristocrats such as Evelyn or Killigrew, who experienced opera at the Roman and Venetian carnivals, certainly contributed to this awareness. 133 However, the specialism of Albrici in church and chamber music, the exclusive nature of the Italian ensemble's performances at court, the lack of evidence of public appearances and the respectful treatment of Leonora (treatment otherwise denied to female performers) suggest that the Italian ensemble was never intended to appear in such public staged performances planned by Killigrew and his colleagues.
Conclusion
The activities of the king's 'Italian Musick' came to an end with the Test Act of 1673, which required all members of court to receive Anglican Communion and thus barred the Italians from their positions. Albrici had left in 1668; Cefalo received a pass to return to Italy in April 1673, and Sebenico followed him in July. 134 Battaglia and Bartolomeo Albrici transferred to the Catholic chapel, whose members were exempt from the Test Act. Bartolomeo remained in England for the rest of his life, making a living as a harpsichord teacher to Mary Evelyn, among others, and was still listed as a Gregorian in the Catholic chapel of James II in 1687. 135 Battaglia remained for over a decade after the disbandment of the Italian ensemble; Mabbett suggests that he married Leonora Albrici, and mentions that he was paid £300 from the Secret Service accounts for unspecified services in September 1677. 136 He returned to Neuburg in 1685, where he had served before joining the English court nearly 20 years earlier. 137 While Charles's 'conventional' (to use Annibaldi's term) patronage of large-scale music has been relatively well explored, the recruitment and function of the Italian ensemble begins to elucidate the king's humanistic musical patronage. This followed Continental, rather than specifically English, models: founded with the recruitment of Albrici by the diplomats Bennet and Gascoigne in the summer of 1664, the Italian ensemble mirrored Italian chamber music-making cultivated at the French court under the influence of Mazarin -drawing on the same repertoire and on musicians of similar training. Their performance style and rare chamber-music repertoire was doubtless intended to showcase the king's wit and artistic refinement, and the privacy of their performances ensured both the social status of the musicians and the exclusivity of Charles's musical patronage. In the first decade after his Restoration, Charles II engaged in the European competition for star musicians and musical recognition on similar levels and through similar means as did confirmed heavyweight patrons such as Louis XIV and Queen Christina.
North's jibe that Charles 'could not bear any musick to which he could not keep the time' has led scholars to comment that Charles's musical tastes were not above average. 138 Whatever his understanding of the actual music, Charles and his advisers were evidently sophisticated enough to understand the importance of following current European musical fashions in order to establish his credentials with the Continental ruling elite. With his Italian ensemble, Charles signalled a fondness for what was regarded as Catholic culture; his international background had equipped him with tastes suited to impress fellow monarchs, but which turned out to be too Continental to convince his subjects of his commitment to the Protestant faith. 139 Hired in imitation of rulers on the Continent, the ensemble was disbanded almost for the same reason. Charles's pro-Catholic court, his cultural imitation of absolutist Continental rulers and his dalliances with France raised fear of papism and arbitrary government in the English Parliament. It was in essence a clash of expectations: between the king's own notions of kingly behaviour and the religious and political sensibilities of Parliament.
ABSTRACT
This article discusses the function of Vincenzo Albrici and Charles II's Italian ensemble at the English Restoration court. The article cites newly discovered archival evidence to suggest that Albrici arrived at the English court in 1664 to become the leader of an exclusive ensemble performing Italian chamber music. The employment of the Italian ensemble imitated Mazarin's patronage of Italian music at the French court, arguably to rehabilitate the recently restored Stuart dynasty in the eyes of Continental courts. The article suggests that the ensemble performed chamber music privately at court, and also occasionally appeared in the queen's Catholic chapel after 1666. The recruitment of Albrici and the Italian ensemble shows that the English court participated in Continental musical fashions after the Restoration, and illustrates the complex webs of cultural exchange in mid-seventeenth-century Europe.
